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These themes all partake of the character of dance 
tunes. In the transition of them from the first two to 
the third, the theme of the preceding movement 
(No. 1) is introduced; and at the thematic treatment 
in the middle part, the interlude phrase of the same 
movement is introduced and worked in imitation 
in connection with the different subjects of the Finale. 
Towards the end of the movement in the Coda, the 
ecclesiastical subject of the fourth movement is intro- 
duced in close imitation, accompanied by a figure in 
the violoncellos, in 6-4 time. A short and festive 
Stre/to concludes the work brilliantly. 

[The symphony was first performed at Diisseldorf 
on February 6, I851. It was introduced into England 
by Signor Luigi Arditi, who conducted it at a 
Promenade Concert, Covent Garden Theatre, on 
December 4, I865. The Crystal Palace followed on 
February io, I866; the Halle Concerts, Manchester, 
on February 4, I869; and the Philharmonic Society 
(London), on April 25, I870.-ED. M. T.] 
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The snow. Fly, singing bird. By Edward Elgar. 
Arranged for mixed voices by John Pointer. 

Wrong not, sweet Empress. Part-song for mixed voices. 
By C. Hubert 11. Parry. 

[Novello & Co., Ltd.] 
A fresh lease of popularity is opened out for Sir 

Edward Elgar's favoutite part-songs 'The snow' and 
'Fly, singing bird,' originally designed for female voices, 
by their arrangement for mixed voices by Mr. John Pointer. 
An artistic sense of judgment has been exercised in the 
apportioning of the original voice parts to the new com- 
bination and in the introduction of a bass part. No 
alterations have been made in either key or pianoforte 
and string accompaniment. 

Sir Hubert Parry's ' Wrong not, sweet Empress,' a setting 
of words by Sir Walter Raleigh, is an elegant little piece 
which reveals the composer's individuality and distinctive 
artistic qualities in every detail. 

An Eastern lament. Daffodils. Osme's song. Composed 
by Cyril Scott. 

There is a garden in her face. Words by Thomas Campion. 
Music by George Lowe. 

[Elkin & Co.] 
Though widely differing in character, the three songs by 

Mr. Cyril Scott, whose titles are given above, are strongly 
coloured by the composer's individual methods. In these 
short pieces he has rightly preserved a definite tonality, 
varied here and there by sudden momentary excursions into 
more or less distant keys. For instance, in 'Daffodils'- 
which is written almost entirely in the key of C major-the 
composer introduces, for one bar only, a chord that belongs 
as much as anything to the key of C sharp minor. The 
most important feature of 'Daffodils' is, however, the fact 
that the vocal part is melody, pure and simple, from 
beginning to end. In 'An Eastern lament' the appropriate 
mood and colouring are found, but their effect is somewhat 
impaired by a certain rhythmic monotony in the voice part. 
'Osme's song,' a setting of words by George Darley, that 
invite lads and lasses to ' trip it neatly and foot it featly o'er 
the grassy turf to me,' is carried along in bright style by a 
dancing accompaniment. 

Mr. George Lowe's 'There is a garden in her face' 
represents an attempt to reproduce the musical style of an 
early period as being appropriate to a setting of words 
written three centuries ago. The simple, dignified tune of 
the first verse is repeated in the second and third, while the 
accompaniment is varied in a manner that might have been 
adopted by some composer of the contrapuntal school. 
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Symphony in A flat. By Edward Elgar. Arranged for 
pianoforte duet by Sigfrid Karg-Elert. 

On the cliffs o/ Cornwail. By Ethel M. Smyth. Arranged 
for pianoforte by the composer. 

Gavotte in G. By A. von Ahn Carse. 
Cantiline Romanesque. By Henry J. Edwards. 
A.utumtn. By James Lyon. 
Suite, 'Nero.' By S. Coleridge-Taylor. 

[Novello & Co., Ltd.] 

In transcribing Elgar's Symphony as a pianoforte duet, 
Herr Karg-Elert has worked under favourable conditions for 
realising all the effect that the work can produce without the 
aid of orchestral colour. In some passages the exquisite 
detail, in others the massive harmonies, can be effectually 
laid out for four hands, while the executive demands can be 
kept within bounds. The same care and skill have been 
exercised in this as in the arrangement for pianoforte solo. 

It cannot be said that the well-known Prelude ' On the 
cliffs of Cornwall' that introduces Act II. of Miss Ethel 
Smyth's opera 'The Wreckers,' makes an ideal pianoforte 
piece. But no one who has heard an orchestral performance 
of the Prelude can fail to be interested in examining and 
analysing the marvellous, vaguely-shifting harmonic tissue, 
as laid forth in the cold, colourless pianoforte score. They 
will find that the orchestral colouring was by no means the 
chief factor in producing the ingenious and novel effects for 
which the piece is notable. 

The pieces by Messrs. von Ahn Carse, Edwards and 
Lyon, whose titles are given above, respond well to the 
demand for new and easy' drawing room' pianoforte music. 
All are melodious and capable of effect, and while they 
impose no difficulty upon the average executant, present 
many details that will command his or her attention. The 
' Gavotte' is transcribed from a Suite for violin. ' Autumn' 
is to be obtained arranged for organ or accompanied 
violin solo. 

The fluency and individuality of Mr. Coleridge-Taylor's 
style are well illustrated in the Suite 'Nero,' which the 
composer has transcibed for pianoforte from his incidental 
music to Mr. Stephen Phillips's play. The four movements, 
' Prelude,' 'Intermezzo,' ' Eastern Dance' and ' Finale,' 
provide an interesting study and are characterized by 
constant interest and variety in the melodies, harmonies and 
figures of accompaniment. 
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exercised in this as in the arrangement for pianoforte solo. 

It cannot be said that the well-known Prelude ' On the 
cliffs of Cornwall' that introduces Act II. of Miss Ethel 
Smyth's opera 'The Wreckers,' makes an ideal pianoforte 
piece. But no one who has heard an orchestral performance 
of the Prelude can fail to be interested in examining and 
analysing the marvellous, vaguely-shifting harmonic tissue, 
as laid forth in the cold, colourless pianoforte score. They 
will find that the orchestral colouring was by no means the 
chief factor in producing the ingenious and novel effects for 
which the piece is notable. 

The pieces by Messrs. von Ahn Carse, Edwards and 
Lyon, whose titles are given above, respond well to the 
demand for new and easy' drawing room' pianoforte music. 
All are melodious and capable of effect, and while they 
impose no difficulty upon the average executant, present 
many details that will command his or her attention. The 
' Gavotte' is transcribed from a Suite for violin. ' Autumn' 
is to be obtained arranged for organ or accompanied 
violin solo. 

The fluency and individuality of Mr. Coleridge-Taylor's 
style are well illustrated in the Suite 'Nero,' which the 
composer has transcibed for pianoforte from his incidental 
music to Mr. Stephen Phillips's play. The four movements, 
' Prelude,' 'Intermezzo,' ' Eastern Dance' and ' Finale,' 
provide an interesting study and are characterized by 
constant interest and variety in the melodies, harmonies and 
figures of accompaniment. 
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Like his earlier works Mr. Carlo Albanesi's Sonata is well 
written both from a musical and technical point of view. 
Even if the composer has nothing particularly new and 
original to say, he expresses himself with taste and in well- 
chosen phrases. Of the three movements of which the 
Sonata consists, the first, an Allegro moderato, is perhaps the 
most satisfactory, the composer having employed the rhythms 
of the Bolero and the Polonaise with considerable success. 
The second part is a theme-Andante, in C sharp minor- 
with nine variations. The last movement is a lively and 
brilliant Allegro alla marcia, which in the hands of a 
capable performer would doubtless sound very effective. 

Mr. York Bowen, in his Humoresque, has composed a 
very clever and delightfully attractive piece, in which he 
frequently employs the scale of succeeding whole-tones 
(a la Debussy) with strikingly comical effects. The title 
'Humoresque' has seldom, if ever, been used with greater 
justification. 

On a short theme of eight bars (Andante semplice) Mr. 
Paul Corder has constructed five really ' Characteristic pieces,' 
in which the skill displayed in manipulating the rhythm is 
perhaps the most prominent feature. As may be imagined, 
in a work of this kind the whole makes the impression of 
being more reflective than inspired, but within these limits the 
composer shows real musicianship, and his technical powers 
are quite remarkable. 
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